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PRINTERS. 


PREFACE. 


ENGLAND may well be proud of her numerous Choral Societies; they serve the triple purpose of 
encouraging composers, of making their members familiar with the literature of concerted vocal music, and 
of periodically giving the public pleasurable and instructive performances. But there is another side of the 
story; it is in many cases exceedingly difficult to keep them in a state of efficiency, or to get members to 
maintain their interest in them for any great length of time. Loss of efficiency is easily explained ; in all 
such societies it constantly occurs that certain very efficient members insist on retiring, whilst certain very 
inefficient members equally insist on staying. It may be urged that inefficient singers should never have 
been elected members. Quite so; but it is not always possible to foresee that enthusiastic persons 
(perfectly devoted to music) are going to turn out dullards, and but few conductors are in the happy position 
of being able to find to hand а “ready made ” society consisting entirely of efficient singers. Loss of 
continued interest may, І believe, be often explained іп a manner which may also account for the frequent 
resignation of efficients. Many good members of choral societies, although they fully recognise the benefit 
and satisfaction of learning great works, feel inwardly that they are doing more good to other people than 
they are to themselves. They think that the society is of no real value to them individually, and for this 
reason: it may indeed make them better musicians, but it does not make them better singers. This feeling is per- 
haps rarely, if ever, openly expressed, but every conductor knows perfectly well that it exists. 


But why cannot each member of a choral society be made a better singer ? 


For the last fifteen years 1 have had my heart set upon providing conductors of choral societies with 
a Manual of Exercises in Vocalisation which might be to each member a sort of genuine “ singing lesson ” 
before he should set to work on cantatas or oratorios. At last І have found time to put to paper what 1 
have so long carried in my head. In my earlier days I was a hard-working and enthusiastic conductor of 
choral societies, so their needs are known to me by personal experience. 1 discovered the want of such a 
manual by having to teach one of my voluntary choirs to sing a series of vocal exercises from memory. 
But 1 noticed that when the first quarter of an hour or twenty minutes had thus been devoted to exercises 
in “vocalisation” the singing for the rest of the evening was infinitely superior to what it was when 
they had not been practised at all. 


What has always struck me forcibly is, that members of choral societies are often so very— what would 
be now described as “ casual.” Is the music difficult? Then the conductor ought to teach them how to 
sing it! It never seems to occur to the vast majority of them that they might, by a little personal effort, so 
improve their musical equipment as to save the conductor a lot of tiresome fault-finding and themselves 
a lot of drudgery. Is there any more unpleasant operation than the reiterated “ pulling up ” of those tenors, 
or those trebles, in order to make them go a dozen times over an interval or progression which they ought 
to have been able to sing without hesitation? Poor composer to have his music thus knocked about! 
poor conductor to have to whip up the stupid! and how about the other members of the society, who have 
to sit patiently while the awkward squad (gradually losing its temper) is being taught a musical goose-step | 
Surely this method of mastering the difficulties of a '' magnum opus” is very clumsv, and wasteful of 
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arecious time. In no other branch of music is such a method tolerated. A student of an instrument, if 
properlv taught, is taken through a technical course which embodies the chief difficulties he is likelv to 
meet in the best classics. Let us view studies and exercises, if you please, in their right light: they are 
intended not so much to lead up to difficulties, as to take a pupil over them and above them, so that he shall 
descend or let himself down to what, under other circumstances, would prove insurmountable obstacles. 


The exercises in this Primer have been constructed on this principle. They embody most of the 
difficulties which present themselves to ordinary singers in societies and classes, and І really believe that 
any conductor who will have the courage to make his choir or society master thoroughly the contents of 
this little work will be rewarded by finding those under his báton more ready and able to give a good 
rendering of important works, and more interested in the works themselves, because they will not have 
heard every unusual or striking progression mauled and battered in the process of learning. Nor will he 
find it so difficult to get a good attendance at practices; the prospect of getting some tuition in the art of 
singing will make many a lukewarm member most anxious not to miss the “ first twenty minutes ” during 
which this tuition is given. Sometimes adults are frightened at the mention of exercises because they think 
they may be driven through a course of mere baby music ; but a peep at the pages which follow will, I hope, 
prove that plenty of good work is cut out for those who have serious intentions of becoming useful members 
of a choral society. 


The vocal training of the adult members of voluntary church choirs seems to be generally, if not 
entirely neglected. Much trouble is bestowed upon the boys, but the men have in this respect no 
assistance. Why this should be so it is impossible to say: the system cannot be defended. 


ТО CONDUCTORS. 


THE remarks under the head of consecutive italics (a, b, с, бс.) are given as texts on which a conductor 
can preach a useful homily. 


If the first twenty minutes of an ordinary weekly practice be devoted to vocalisation, one exercise 
might be selected from each division—e.g., one on sustained breath, one on scale passages, one on arpeggio, 
one on chromatics, and so on. 


But if a choir is specially weak in one branch, more time should of course be devoted to that study. 
Also, before rehearsing a particularly chromatic composition, chromatic exercises should receive more 
than usual attention; if the composition has many “runs” the scale exercises would naturally demand 


extra study—that is to say, those exercises should be selected which have special bearing on the works 
under study. 


These exercises are not exercises in reading at sight; singers should be encouraged to learn them by 
heart, so as to be able to devote undivided attention to their proper vocalisation. 


It will be found very beneficial to a choral society if quartets or double quartets be organized by 
friends for the private practice of these exercises. 11 this is done, it would be interesting to have occasional 
competitions between these quartet parties. But, of course, in this case the more difficult exercises must 
be selected for competitive study; a few at the end of the work will be found well adapted to the purpose. 


If, while practising these exercises, conductors will pay attention to “ unity of attack ” and the art of 
“ blending tone” (both of which are very important characteristics of a good choir), the members wik 
profit as much as a body as, it is hoped, they will individually. If unity of attack is to be obtained, 
individuals must be taught not to approach notes with a “ scoop” or “slide,” but to enunciate each note 
clearly and definitely at once. The “ blending of tone,” which some societies so much need, is a thing to 
be learnt, though not easily taught. All that can be done is to insist on this subject being borne in mind, 
and aimed at, by adjusting the voice so as to make it combine tunefully with those around it. 


The exercises are, with one or two exceptions, set to be vocalised to ah or lah; but conductors can, of 
course, at their discretion, substitute from time to time 00, ee, ог ay, with or without a preliminary 
consonant—e.g., koo, lee, «с.  Flattening of pitch must be constantly guarded against; the exercises in 
Chapter I. (as stated farther on) will be found useful in training a choir to maintain sounds in tune. As 
faults in this direction arise, not so much trom a bad “ear” as from a habit of relaxing muscular tension, 
they can and ought to be corrected. 


Stop the ACCOMPANIMENT as soon as possible. The first ten exercises can be sung without accom- 
paniment, also the majority of those later on. 


Singing a passage in a wrong “register of the voice” should be at once pointed out, whether it is 
being done by an individual or a group of singers. Similar notice should be taken when there is ап 
unsatisfactory quality of tone. 
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f. 0 
CHAPTER 1. Nak 


Тнв student who is paying attention to his “ breathing ” has, in simple words, merely to learn :— 


HOW BEST TO FILL HIS LUNGS: 
HOW BEST TO EMPTY THEM. 


But the practical difficultv of these processes is great because :一 


(1) It is necessary to learn how to take breath rapidly and when a suitable opportunity offers itself; 
also, a singer has to learn to take not only full inspirations, but such partial inspirations as may 
occasionally be pressingly needed. The first step is, of course, to learn to take full inspirations. 


(2) The rate of expiration has to be completely under a singer's control. It is not natural to us, after 
filling the lungs, to release their contents very slowly; the process has to be learnt by regular 
practice. 


To obtain these powers exercises аге now given in which the singers will be required :一 
(a) To maintain a sound at an equal level of loudness or softness. 
(b) To make a crescendo or diminuendo, or both, on one given sound. 
(c) To spread a cres. and dim. equally over several notes or a whole phrase. 


Composers have to rely upon the musical knowledge of singers ; they cannot arrange a series of little rests 
at convenient distances for breath-taking ; the following remarks may be found useful :一 


(4) When breath has to be taken between two consecutive sounds it is self-evident that time for taking 
an inspiration must be robbed from the end of the first note, not from the beginning of the note 
which follows the inspiration. But the note should not be shortened more than necessary—e.g., 
not so much as to give hearers the impression that there are rests between them. 


(e) The breath-taking should not be left too late, otherwise there will not be sufficient time for a full 
inspiration, or, perhaps, the singer will be heard making a noise like a high-pressure pump. 


(f) A singer should always make up his mind as to how much breath he intends to take before 


commencing inspiration. 


(g) As equality and pace of expiration are very dependent on the way in which the voice is being 
produced, great attention should be paid to quality of tone, though, of course, this is a subject 
better learnt by private teaching than in class-singing; but much more can be achieved by class 
work in this direction than is generally supposed. 


Exs. 1 to 6 may be made of the greatest utility in training choirs to maintain pitch. The smallest tendency 
to sink should be at once checked, not by going back to the commencement of the exercise, but by immediately 
repeating the chord in which the tendency showed itself. Conductors cannot be too strict in dealing with this 

| common failing. 
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FORTE SOSTENUTO. 


It might be thought that nothing could be easier than to hold a note at a sort of dead level of force (loudness 
or softness), but such is not the case. All conductors know that few choirs can be trusted to sing more than 
two or three consecutive chords with an absolute uniformity of strength: there is a constant tendency for a forte 
to relax into an mf, and a piano to increase to an mf. 

In Ex. 1 every note must be commenced forte and kept so. 

Scale exercises become more difficult as the pace is made faster, but exercises for sostenuto singing become 
more difficult as the pace is made slower, The first attempts at the following exercise should be :— 


= 60. 
When more control of the breath is obtained :— д = 52. 
With a first-rate choir, at :— 3 1 72 (eight beats in each bar). 


EXERCISE 1. 


Each chord to be commenced ۸ر‎ and so held. 
5 Pour slow beats. 


SUPRANO. 


ALTO. 


TENOR. 


Bass. 


PIANO, 


3 
MEZZO FORTE SOSTENUTO. 


Before practising Ex. 2 on mf singing, it should be explained what is meant by mezzo forte. It is this :一 


(h) Every singer has an ordinary strength of voice 一 that is, a voice produced without any effort at making 
it loud, or any effort to hold back the pressure for the purpose of making it soft. It may therefore 
be described as the production of voice without any effort in either of these two directions. 


(i) The perfection of mezzo forte is to sing as it were unconsciously at the ordinary strength of the voice. 
The ordinary singing voice is analogous to the ordinary talking voice; it is true that some of us talk louder 
than others, but it is none the less true that all of us һауе ап ordinary strength of voice in conversation, used 


without any conscious effort. The analogous point in singing can only be reached after a long course of training 
and experience. The best advice to those who want to get the right amount of force in mf singing is, DON'T THINK 


ABOUT IT. 
Each chord to be commenced mf, and so held, 2 
17 low beats, و‎ 141 - 52. 
7 йа slow bea 5, beginning 5 $ A a ç š 


. . | 
Four slow beats, beginning 6- 52 
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PIANO SOSTENUTC. 


Іп singing at a uniform softness the following should be remembered :— 
(j) When attending to the control of the breath attention should also be given to quality ot tone. 
(k) There should be no uncertainty of attack when singing softly. 


This last requirement (k) is difficult to obtain, even from fairly advanced choral societies. It is not uncommon 
to hear the Time go all to pieces (as conductors sometimes say) when a soft phrase is somewhat unexpectedly 


introduced into a movement. But of course a subdued passage should be sung as neatly and clearly as any other, 
albeit at a low pressure. 


As the breath will last longe: in soft singing than in loud, Ех. 3 сап be eventually taken slower than 
Exs. 1 and 2. 


EXERCISE 3. 


Each chord to be commenced piano, and so held. 
Four slow beats. 


》 , , 5 , , , ° , , 
poc = = === === === `: 
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Ah 
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Four slow beats. 


5 
CRESCENDO AND DIMINUENDO. 


We now come to exercises for the gradual increase and diminution offorce. It must be borne in mind that :一 


(D) All increase or diminution of force must be dependent on the length of the note or phrase over which 
it is extended. In other words, it must be very gradual in extended crescendo or diminuendo 
passages, but proportionately rapid in short passages or single notes. 


(т) The increase or decrease must be as uniform as possible. Тһе sign itself suggests this by its up and 


down shape. 


In listening to choral performances we АП of us have heard cres. or dim. passages completely spoiled by some 
few evilly-disposed persons who have given a sudden jerk in the ascent thus :— 


OR ER... ae 


or, what is equally bad, a sudden drop іп the descent thus :— 


SS ов TAS‏ ۴ مسا 


EXERCISE 4. 


人 
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EXERCISE 5. 


— ' — >= —— = و يس سيا — = ~ 


= - er 


نے سس ہے EIT AA A‏ شس ы‏ اس جح شش 1 


vida”, 


basi 


7 


We now come to passages in which the voice moves during the process of increasing or diminishing in force, 
In Ex. 6 the diminuendo should commence on the last beat of the first bar of each two notes. 


It should be remembered, in addition to what has been previously stated, that :— 


(п) No sudden change of force should take place on moving the voice to another note. Breath to be 
taken between each group only—that is, during the rests. 


EXERCISE 6. 


ON PREVIOUS INSTRUCTION. 


The next exercise (Ex. 7) contains a combination of the various subjects of practice already given. If it is 
to be of any use it is necessary that the marks of force should be strictly observed in their various gradations; 
also, that breath should only be taken when marked. 


Only one exercise of this kind is given, because the classical works under the study of any choral society will 
provide ample material of the kind. 


EXERCISE 7. 


5 Four slow beats. ў. ‚7 
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SFORZANDO. 


In practising sforzando the important facts are :— 
(0) The force has to be suddenly (though not too suddenly) reduced after the first grip of the sound. 


(?) The first attack should be louder than the force of the passage as directed, and the close of the 
sforzando should not be softer than the force marked. [For example: in a passage marked f the 
actual attack of sfz. must be louder than f, and the end of the sfz. must be not less than f. In 
the following exercise (Ex. 8) the level force is marked mf, the sfz. must therefore be f and must 
close not softer than mf, and so оп.) 

A proper observance of this law ( would prevent a common fault in choral performances—namely, the too 
great falling off in force when a note forming part of a forte passage has been marked sfz. It requires very great 
skill and delicacy to make a proper sfz. in a passage marked b. In order to secure this the following exercises 
(Exs. 8 and 9) should be first practised with mf as their force, afterwards with piano as their level direction of 


power. 
EXERCISE 8. 
Moderato. 2 = 8о. 


= 


= шала oL 


Repeat, with pianc substituted for mf direction at the head. 


EXERCISE 9. 


Moderato. 22 8о. 
> 


Repeat, with piane substituted for mf at the head. 


ON PREVIOUS INSTRUCTION. 


The next exercise (Ex. 10) will prove whether previous exercises have had their proper effect on the singers. 
Attention should be called to the following fact :— 
(q) The act of taking breath, so far as it disturbs the sostenut 


o or legato of a passage, becomes an 
important factor in phrasing 


, Or the art of properly and artistically grouping consecutive notes 
into a musical sentence, or into the parts that make it up. Of course, the more elaborate the 
sentence of music, the more numerous will be the sub-divisions requiring a clear outline. 


(7) In choral singing it often or even generally happens that the vocal parts cannot take breath, group 


notes, or phrase simultaneously ; in such cases the singer must not allow himself or herself to 


be disturbed by neighbours. 


in the following exercise attention should specially be paid to the phrasing. 


It should also be sung 
with expression. 


EXERCISE 10. 


cres, 


Btainer.—Choral Society Vocalization.—Novello's Edition. 


lah, lah, lah, lah, lah, 


CERES ra Pp ہت د‎ е 
— و‎ 
5 1 LI MITT 07 


Pp‏ ہم 


СНАРТЕК П. 


ELASTICITY OF VOICE. 


Our next study after learning how to control the breath must be to obtain elasticity of vocalisation. 
The want of this elasticity is too often observable in choral performances when rapid scale passages, or 
scale passages mixed with intervals, have to be sung. The following should be remembered :— 

(a) Elasticity of vocalisation depends upon facility of muscular action ; it is therefore absolutely necessary 
to begin practice slowly. Noman who wishes to learn how to run a mile would be such an idiot 
as to start off for the first attempt at a “record” pace; but, unfortunately, a vast number of young 
singers do permanently injure their vocalisation by beginning to practise scale passages and runs 
too fast. 

(b) The points to be aimed at are, perfect clearness and distinctness of each note, coupled with regularity 
and smoothness—that is to say, a running passage should not be “ smeared,” nor should it, on the 
other hand, consist of a series of little “ bumps." 

Тһе exercises which follow give consecutive series of three notes and four notes, without and with an 
interval. 

When time permits, each of the four classes of voices (S.A.T.B.) should be heard separately, and afterwards 
in twos (S. & T., A. & B.) in octaves. The following remarks may be useful :一 

(c) The non-accented notes are those which are generally maltreated (e.g., the second and fourth of a 
group of four, or the middle note of three.) Notes falling on accents generally take care of 
themselves. 

(d) The movement of the voice to or from a semitone is more difficult than to or from a whole tone. 
Henge, semitones are less often rendered neatly and clearly than tones. 

In order to give voices some interval of rest it is advisable that altos and basses should sing alternately with 
trebles and tenors (see the numbering of the short exercises grouped under Ex. 11). 

At first, the breath may be taken after every four groups of notes (see breath marks); but when greater 
facility is reached the breath should only be taken once in each line, at the end of the second bar. It will prove 
an excellent practice to make choirs sing such exercises first forte then piano. 
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EXERCISE. 


| В { : 2 
TREBLES AND TENORS ім OCTAVES, forte then piano. # = бо, advancing іо 6 = 84 according to efficiency. 
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EXERCISE 12. 


! ^ H ê 
e = 72, advancing to el = 84 according to efficiency. 


= 4 


TL DES ETA یي هو‎ 
EA 
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EE ==} 


Rp 
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ARPEGGI. 


The singing of “broken chords" or arpeggi has always been considered a test of good vocalisation. It is 
anderstood generally that :— 

(e) Unless there are special directions to the contrary, they should be sung legato; the voice must not 
be dragged from one note to the other so as to blur the effect, but yet there should be no 
recognisable break or separation between the notes. This happy medium constitutes the true 
legato style—one of the most difficult accomplishments of the vocalist. 

(f) The middle note of the group of three requires most attention. 

(g) It is a serious fault to divide the beat unequally, yet nothing is more common than to hear 


Some of the best choral societies do not escape this blemish, especially when singing a movement 
іп 6, 9, or 12 time. Great care must be taken that the three notes are absolutely equal in 


length. 
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EXERCISE 18. 


| ! 
TREBLES AND TENORS IN OCTAVES, forte then piano. e = 72, advancing to @ = 92. 


ALTOS AND BASSES IN OCTAVES. 


MIXED SCALE AND CHORD PASSAGES. 


The next exercise will contain a mixture of scale-steps and intervals. It may be sung also in the key of D. 
Whilst cultivating individual vocalisation the member of a choral class or society must not forget that he is 
taking part in concerted music. Hence:— 

(4) In addition to neat and clear singing of runs, a great deal of importance must be attached to great 


Precision of time; a badly trained or untrained singer frequently seems to think a run a favourable 
opportunity of running away. This is bad enough in solo singing, but in concerted music it will 
inevitably lead a class or society into a catastrophe. 


EXERCISE 15. 


First Ите f, next P, next ff. d- 8o, advancing to y- 100. 


Lah, ! 5 a 5 5 
First time Ў, next p, next ff. 


lah, lah, 


ON PREVIOUS INSTRUCTION. 


The next exercise (Ex. 16) is of the same character as the last, but more difficult. The marks for taking 
breath are placed where there is a skip of a third. In ordinary music the only available place for “inspiring” is 
often at a skip of this kind, it will therefore be good practice to master it. 

(i) In taking breath at a skip in a long run, it is very important that the time and “swing” should not 
be disturbed ; also, great smoothness should be aimed at. 


EXERCISE 16. 


! 
— e = 80, advancing to e ш 100. 


e‏ وي ہے ہم 
E‏ 
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daa 2999-5050 so vgs te s 
A — ES — — DIARIA 


° 


=“ 
کک 


^ SE 
e Po, 


E E HEF 


para 5529 كت‎ . "9 5 
— as == 


SCALES. 


The scale exercises (Ех. 17) should be commenced at a very moderate, almost a slow pace, say, 
| 
w == 56. 
This should be gradually increased until sufficient facility is attained to allow it to be sung at 


6- 88. 


EXERCISE 17. 


TREBLES AND TENORS IN OCTAVES. 


This sequence may be continued two steps farther, continuing from last note of voice part, 
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ALTOS AND BASSES IN OCTAVES. 


DIATONIC SCALE PROGRESSIONS. 


It should be noticed that there are two classes of exercises in scale-singing— 
is chromatically raised step by step, and those in which the passages lie in one key. The former class (see Ex. 17) 
is, of the two, much the easier to sing, because in them the tones and semitones always occur in the same relative 


position—namely, between 3 and 4 and 7 and 8. But in the latter their position is relatively constantly 
changing, e.g. :一 


A Fe БЕЙ 
Gn 


(j) In choral singing nearly all mistakes and blundering arise from the fact that the singers have not 


recognised the actual position of the semitones. Before singing such passages they should be asked 
to name aloud the position of the semitones in each. 


If time permits the following exercise (Ex. 18) should be sung, beginning piano, gradually increasing the force 
to forte at bar о, then making a diminuendo to the close. 


namely, those in which the scale 


SCALE PASSAGES IN ONE BREATH. 


In the next exercise (Ex. 19) the whole of the phrase must be sung in one breath, e.g. :一 
== | ==! 


and so on in all similar passages. A good slur should be made at each skip of an octave :— 


as the control of the breath is put to a severe test by having to take this interval at the close of an expiration. 


This exercise should at first be taken not faster than 


e = бо. 
If there are a good many weaklings in a choir it might even be taken slower. The pace may at successive trials 
gradually be increased until it might be sung by a first-rate choir at 


4 = оз. 
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EXERCISE 19. 
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EQUALITY OF NOTES FORMING GROUPS. 


The object of Ex. 20 is to cultivate that perfect equality in the length of three-note groups which nas 
already been spoken of. It should be for a long time sung quite slowly, say, 


д. — 76 ог 80. 
A highly trained choir ought to be able to sing it (without the least suggestion of “ scamper ”) at 
| 
Є. — 126. 


Also, well-trained singers should be able when the exercise is taken « up to pace” to sing two bars in a breath, 
commencing at bar 0. 


EXERCISE 20. 
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CHAPTER III. 
CHROMATIC SCALE. 


CHROMATIC passages must be carefully examined before being sung, because there is often found in them 4 
mixture of diatonic and chromatic scale steps. 
Pure semitonal movement does not, as a rule, give much trouble unless it is rapid in pace. | 
(a) In the case of those whose musical “ ear” is not of the highest order, it will be found that there is a | 
tendency to expand the interval of a semitone so that the voice gets too high in ascending a | 
chromatic octave, and too low іп making its descent. Sometimes they flatten in both directions. | 
(b) Nothing is more annoying than to hear singers commencing a chromatic note out of tune, and then 
hear them making it right. In order to avoid this fault (which rapidly becomes a habit with 
indifferent singers in choral music), it will be found useful to practise the chromatic scale with a 
sforzando on each note; this will, if persevered in, successfully put a stop to the process of 
bungling, groping, and tuning, which takes place when half-trained choirs attempt chromatic 
progressions. 
Every individual in a good choral society ought to be able to sing a chromatic octave at a moderate pace 
(say, each note = 120), up and down, with perfect accuracy, provided that the octave lies well within the 


compass of his or her voice. 
EXERCISE 21. 


— ALL VOICES IN Unison. 
> > > 


Then it should be sung without accompaniment, after the first chord only; the final chord to be played in 
order to test the maintenance of pitch. Then at different pitches, e.g. :一 


ALL Voices. ALL Voices. ALL Vorces. TREBLES AND TENORS. ALTOS AND BAssES. 
— A | 
E === === == 
=: } 
(5) 


WERE IS DS e 
=| Ee 


(d) Keys ED, El, F, Fë, G. (| Keys G, A, BD, B}. 


== 


(а) 


R79 w. ДУ 


chromatic scale-steps, two exercises are 
the other has the same progressions treated chromatically. 
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MIXED DIATONIC AND CHROMATIC PROGRESSIONS. 


In order to better illustrate the difficulty of seeing and realizing the difference between diatonic and 


now given, one of whichis purely diatonic and contains no accidentals ; 


(c) It will be advisable to explain this to the choir by playing or singing extracts from each and 


comparing their difference, e.g. : 


= >> لع‎ becomes 


o Ex. 23. 
SS SS 
PA Е becomes I == 
t سے سے‎ + s P; қ 二 
е) رع -ي-‎ 9-9 = 


- E 
& < 二 三 三 F becomes 
ӨТТЕ مس‎ Sa 


and so on. If, after a careful exposition of the nature of the two exercises, any members of the 
choir cannot sing both correctly—well, such persons ought to be amiably suppressed “ for good 
and all.” Тһе first study of these exercises should be quite slow, say at a tempo of 


o == бо 
Eventually, when in the hands of a fine choir, 


d = 80, 
or even a little faster. 


EXERCISE 22. 


DIATONIC. 


= = # === = 
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Chromatic sequences of harmony аге, as a rule, a terrible stumbling-block to the ordinary choral society. 
Examples need not be named—thev are familiar to all experienced conductors. In such cases the difficulty lies 


not only in the chromatic progression itself, but in the fact that the accompanying harmonies must be perfectly 
in tune. 


(4) It is the old, old story: chorus singers will rarely take the trouble to find out and take note of those 
steps in a progression which are tones and those which are semitones. Рторег vocalisation 15 
impossible if a singer is at all uncertain as to what notes he has to sing. 


(e) It must be taken for granted that a conductor has to tell his singers a great many things which they 
ought (if they would only use their wits) to find out for themselves. Therefore he must analyse 
and explain the nature of all difficulties they encounter when studying works. 


The Treble part of the exercise which follows (Ex. 24) consists entirely of semitones. 

The Alto part (except in final bar) consists entirely of whole tones. ` 

The Tenor part (except in the final bar) consists entirely of whole tones. 

The Bass part (except in the final bar) consists of a minor third down followed by a perfect fourth up. 


Each vocal part should be sung separately (with the accompaniment) before the whole is attempted. A 
convenient tempo will probably be 


e = 80. 


It should be sung without accompaniment when learnt. 


EXERCISE 24. 
> [same sound. 


ере 2 > 7 de > 
E = | = 2 =: = = =: == = + = zi === ===: 
| h 


( 


— te 


#٨ 
Lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, 
=> سه‎ same sound. > 
4 ا‎ — === = = 
DT ] = 1 | | | : کے لوہ‎ e = 
T Z d gre ә he ” 


Lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, 


same sound.) 


- = = = = = > 
ЕЕЕ РЕР ЕЕ ЕНЕ ЕН 
2 ڪڪ‎ A. £e cpm E Е z 
Lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, lah, 
same sound | 
= i » same s 


| = > KE b > 
ee DD PÊS خا‎ 


Lah, lah, lah, lah, lah, lah, lah, lah, lah, lah; lah, lah, lah, lah, lah, lah, lah, lah, 
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PROGRESSIONS OF CHROMATIC HARMONY. 


The exercise which follows (Ex. 25) should be explained thus :— 


Up to the mark dim.— 
The Treble part consists of whole tones followed by semitones. 


The Alto part consists entirely of whole tones. 
The Tenor part consists entirely of whole tones. 
The Bass part consists of semitones followed by whole tones. 
Each vocal part should be tried separately (with the accompaniment) before the whole is attempted. 
Tempo about e — 80. 


EXERCISE 25. 


> cres. 


== = == = — == 1 کے .24—77 
=== == = = 


lah, . E ۸ lah, . z‏ : ص8 


HAM: 
6 Жас 


Lani; 


eI 


То be repeated 3 times. 


MIXED DIATONIC AND CHROMATIC STEPS. 


As a specimen of the manner in which composers mix diatonic and chromatic progressions, and as a warning 
that attention must be paid to the fact, the choir should be asked to sing the following exercise :— 


EXERCISE 26. 


All voices in unison or octaves g — 


TREBLES AND ALTOS. 
Fr 2 = boe 


pol e 


Ah， аһ, аһ, аһ, аһ, аһ, ah, ah, ah, ah, ah, ah, ah, ah, ah, ah, 
TENORS AND BASSES. 


[If sung Бу all quite correctly at first sight, the conductor must be congratulated on the excellence of the 
material under his direction.] 
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The chromatic scale when used melodically in small portions shows irregularities whick ought to be well 
noted—e.g., between the first, fourth, and fifth degrees and the major third above them there are four steps (see 
Ex. 27), but between the second, third, sixth, and seventh degrees to the diatonic third above them there are on ly 
three steps (see Ex. 28). 


EXERCISE 27. 
TREBLES AND ALTOS. 
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EXERCISE 28. 


TREBLES AND ÁLTOS. 


TENORS AND BASSES. 
سے کن‎ OS E a 


MIXED EXERCISES. 


All the noticeable and treacherous progressions just mentioned as incident to the common use of portions of 
the chromatic scale will be found embodied in the next exercise (Ex. 29), and a careful mastery of it will prove of 
great use to choral classes. But in addition there will be found some marks of staccato. 


(f) Though comparatively rarely required in choral performances, the practice of staccato will be found 
most useful in giving control over the voice. It requires some experience to hit the sounds 
perfectly in tune, but the power of doing so greatly assists singers in making a firm attack in 
“leads ” or other prominent passages, 


523; 
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EXERCISE 29. 


^ د‎ 
At first, 6-%8. Ав the choir gains proficiency up to 8 120. 


1 Та 
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lah, lah, lah, lah, lah, lah, ate lah, lah,lah,lah,lah, 


CV 68. 
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CHAPTER IV. 


DIFFICULT INTERVALS. 


AUGMENTED and diminished intervals are rarely sung perfectly correctly in choral performances. This is 
entirely owing to the fact that they are not frequently met with in voice parts, and singers are unfamiliar with 


them. 
(g) It is not easy to discover why some people hope to be able to sing a difficult progression correctly 
without practice, whilst they know perfectly well that instrumentalists go on playing the same 
passage over and over again, hundreds of times, to achieve a successful result. 


(h) When а choir is once perfectly familiar with such progressions the conductor will find his task of 


teaching important works considerably lightened. 


(i) In singing augmented or diminished intervals no “groping and tuning" can be tolerated. There 
should be no compromise by getting “somewhere in the neighbourhood ” of the right sound. 


Exs. 30, 31, 32 should be commenced at a slow tempo, say 
e = 88; 
e = 100; 
or even faster— d = 20. 
Breath to be taken according to phrasing when required, 


when proficiencv is reached.it mav be sung 


Btainer.—Chural Society Vocalization.—Novello's Edition. D 
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EXERCISE 80. 


TREBLES AND TENORS (separately, then together). 


45 
EXERCISE Gl. 


I | 
These breath marks are sêw to poe observed when the exercise is sung slowly. el = 88, afterwards up to 6- 


190٤ 2 
3 times. 


To be sung 3 times at least. 


Slow, tempo at fırst, say, 4- 88. 
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EXERCISE 38. 
То be sung 3 times at least 


> > > > FN 


5 تیا‎ ESTE. rm, 
22. == 


| 


| 5 
PS pe 
شو ےس‎ жию” Da 


№ о. 
` 


ae 


E aio 


=! 


dim. 


F cte 


ID-T 1‏ یہ 
اټ سے 


— للا 


Ба ЛЕТ ые 
m ENE 
ہے سنا‎ 


E 
me == 


Per 


- 
mf dim. “ سم‎ 
1 


dim. w 


ı6 
со 
ш 
2 
O 
oc 
TI 
>< 
fi 


112 (to be sung boldly throughout). 


k>. зе” ER ы AE 


ah, 


Lah, 


UT ERE SS EL AE ПЕЛ 
—- G 


|029 


5 سيا 


ah, 


ah, ah, 


iah, lah, lah, ah, 
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CIE TUNE 5 NE INN Un 


_ شی شی شڈ‎ P peşı 
ANA == =s: = 


AAA E سے === اي سو سر رو‎ = == A 
lah, ah, ah, ah, lah, ah, ah, lah, 


, ah, lah, ah, lah, ah, lah, ah, lah, 


AN 
сы, ыз e „еы ki с 


ah, lah, ah, lah, ah, lah, ah. 
A ہس‎ б شقن‎ > ZAN SA YO 
IŻ 


> ARSS کچ ہے د‎ = 
е = = = == 
ہےر‎ + + je pec = 
> Ê A ç 4 ^ ah, lah, ah, lah, ah, lah, ah, lah, ah, lah, ah, lah, ah, lah, ah. 


CAM E Se E A т 


Oe шы, ET له‎ PS 


mur ae === ж A = 
EWREN در زع‎ u am TET: وه‎ QORA وپور‎ REE سس‎ 
Е-Е — oe I ہے‎ 


ah, lah, ah, lah 


ah, lah, ah, lah, ah, lah, ah, lah 


EXERCISE 36. 


The exercises which follow are for general practice. When breath-marks are not given, singers can discover 
where to take breath by following the phrasing. 


At first 4- тоо. Up to d- 132, 07 even faster, 


аһ ah ah ah, 


= = == 


= U TE 


s z = РЕ;‏ هموا 
دج ےج سے ہے аа ааа‏ = سے سے سے سے شر 
e‏ 


eee ES, 
ran 


rss 


ah, lah, lah, « . 


ah, lah, lah, lah, анығы ^ > » „ah, 0 қ E ICA 


rU. =: 


=> - = 一 OO u 


> > > > 
` اھ ویو ري‎ те j£ аны 


ah. 


¥ 
cine c er 
ڪڪ >5 سڪ‎ 


一 > 


> > 


(Unaccompanied.) 


>¿ 
نے ہہ 


: . ^ 4 ^ 5 ay аш : { sal. ء‎ ca 1 : . ah, Я à A 
^ dim. ° ور‎ , dim. 2. 
کے‎ one ERE ======== == 
EEE S l ره ده‎ eH 
ап, 


dim. 


Е 7 ہے ے ح ہے‎ е-е 
SU Ё сатысына سک‎ 2 


EE AA 
: : 5 ` бе. 1 М А аһ, 5 : E г Чан, 


~ jdim. 


一 一 一) — شت‎ 
2 тп =ç Em 一 ہی‎ =i 
جس ہے کس یج‎ ыш سا‎ O de 
Fu یخس‎ < mr 


= 
ia A‏ سه و ول 


ئي 
مہ سا e)‏ 
c ah, +‏ 


> i 1 2 
se OT و پو‎ dim. rall. mamama 
کے ے2 2 22 کے‎ qe с | TL 2 a E E == ES 
un Ф, - = i ki === 


ah, a : а N . ah, 


- dim. ғай. 5 
- بلک‎ | 11 E —— = 
ان لځ کس‎ а меене بر‎ 
- ə te E 4 ح کسچہ‎ "EIU. 
nn —— 4 
ah, لا‎ aa ^ š 2 ан; 
— و‎ dim. тай. 9 ` JÊ —— TEL 
- ہم بلک‎ = aa i 
e "ao y i HHR En سے‎ 
سے ہے‎ ыы 
V BI < š ah, › HAS >» < š : ah, . 
AS 


, dim. rall. , 


N 


= کې 
Fe. жш‏ 
a 3‏ 


nay NA. 
ESL 


8237 


lah,lah,lab,iah,lah, 


HF >‏ و س لے وس وا 
um жота = = Ф == == ==> =:‏ پا تل тш?‏ 
E = == = Lm =‏ === د "E‏ نا 
e‏ 
“аһ, z г 5 A - a al - lah,lah,lah,lah,lah,‏ نه ah, : è 4 . ah, ê‏ 
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аһ, аһ, аһ, аһ, 


-e 


1 


h 
h 


lah, 
, 
I ی‎ E - 5 پس ان‎ 
= ) 
Gn 
lah, ah, ah, аһ, É 


ah, s Jah, 


SSS سے سے‎ pere 
ah; ж» 


lah, ah, ah, ah, ; lah, ah, 


ee eee 9 
mf.a tempo. 
El == 


mf a tempo. 


y a tempo. 


== = === 


ah ولا‎ 
ra ^ т/а tempo. 
Те د ي لي‎ as ° 
"= سے‎ 
— it - Te == + 
«an, 2 4 аһ, x 4 1 M 3 


№ ` ١ = = 
Ben 


mf a tempo. 


É 3 f ЧУ = E = 


h, 9 ^ ê š wu ^ lah, lah, is lah, 


= = E 


lah,lah,lah,lah,lah, 


。 lan,lah, ah 


dim. 
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PREFACE. 


THE call for a third edition of the DICTIONARY or MUSICAL Terms has given the Editors 
an opportunity of correcting several little inaccuracies which had crept into the earlier 
issues. They cannot but feel gratified at the manner in which it has been received by 
musicians and the public generally, and they venture to hope that students will always 
find it a useful storehouse of facts associated with the art, science, and archeology of 


music. 


DAILY TELEGRAPH. 


Even as the work stood before, it met with favour as by a long way the most valuable of its 
kind available to the English reader. The definitions are clear, and the articles confine 
themselves to statements of facts, waste no words, and go straight to the mark. Musical 
amateurs as well as students should have this book by them; it is capable of telling them what 


they want to know. 


MORNING POST. 


The Editors may be heartily congratulated upon the success of their labours, and upon the 
popularity of their work. Notwithstanding the appearance of other books of like character, the 
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knowledge under the mass of verbiage. The subjects are treated in a terse, straightforward, 
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possible by touches of humour which makes the Dictionary fascinating reading, apart from its 
authoritative statements. 
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work called ** A Dictionary of Musical Terms," edited Бу Dr. Stainer and Barrett, M.B., with a 
knowledge, a patience, a completeness which render it a valuable book of reference. . . . This 
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* Published in paper "boards only. 
(TO BE CONTINUED.) 
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are only published in paper covers. 


